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空間性の均質化への，遠近法とデザインの寄与
―東洋の空間性に関する造形言語の，西洋における受容―








































































































































































































































































































































































































































































































































































































































に建てられた。同宮と内部装飾については： AA.VV., La villa del car-
dinale Filippo Guastavillani , cura da Anna Maria Mattucci e









ついては：AA.VV., Les Tres Riches Heures de la Cour de Chine:
Chefs−d’oeuvre de la peinture imperiale des Qing 1662−1796, ed.
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bra, Il Settecento, Milano 2006, p. 27.
１５）エルコラーニ宮の建築と装飾については：Anna Maria Matteucci, I
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decoratori di formazione bolognese tra Settecento e Ottocento Da






















Contribution of the Perspective and the
Design for the “Homogeneity” of the Space:
A Brief Survey on the Transition of the Western Space, at the
Period of Introduction of the Eastern Figurative Languages
Hidehiro Ikegami
The western modern pictorial space is based on the linear perspective
with one single center vanishing point. This method restricts observers’
standing positions to only one “setting point”. It is hardly noticed when
we appreciate tableau works, but in the case of works subordinate to the
architectural space, as the interior decoration, or the ceiling paintings,
this restriction must be avoided.
This article considers how “Japonism” and “Chinoiserie ” movements
faced this problem in the Western Art. Japanese pictorial space has its
characteristics on the thorough application of the parallel perspective.
There is no vanishing point in the parallel perspective. Therefore, same
sized objects are painted in the same scale, if they are in the closed view
or in the far distance in the background. With this characteristic, and
especially the “equal allocation” of motifs, the Japonism contributed to
eliminate the depth and solidity, as we can see in the works of Klimt or
Moser.
In the meanwhile, in the Chinese pictorial space, the perspective was
applied only for some partial architectural motifs, or, it was usually ap-
plied two different perspective scales in the same pictorial plane: bigger
scale for the fore−middle ground and smaller one for the background.
When the “Chinoiserie” was introduced in the Western art, as the inte-
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rior decoration, it was utilized the “Carracci−like division of the pictorial
surface” or “grotesque−style wall decoration method”. At the same time,
the very nature of the Chinese “double−scale” perspective has intrinsi-
cally the adequate characteristics for the interior decoration. Even if the
pictorial surface is quite vast, the major part of the surface is dominated
by only one scale perspective. So, all the “same−sized dotting motifs” are
disposed in the huge wall surface. As the result, it was good enough to
give the “homogeneity” to the picture plane.
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